CHILDREN´S BOOK ILLUSTRATIONS: VISUAL LANGUAGE OF PICTURE BOOKS
The last, but not the least, reason to read picture books is perhaps the most important. Although the theme and purpose has changed repeatedly during the short life span of this genre, the majority of the most successful children's books are crafted to entertain, to pleasure, and to employ the child's imagination. It provides delight and entertainment that not only shows children that eventually it will be fun to become an active reader but also connects generations and people in general through the sharing of these engaging stories, experiences, and valuable time spent together. Anita Silvey claims that children's books are often attached to more than just their stories, amazing new worlds, or memorable characters; more importantly they are connected to the people the young reader knew and loved in his/her childhood (Library Of Congress, 2010) . Sharing picture books with others provides children with feelings of love and security, feelings of utmost importance in their young age.
PURPOSES OF ILLUSTRATION IN PICTURE BOOKS
Illustration, as well as cover design, is one of the marketing tools a children's book publishing company employs to increase its chances in its highly competitive market. A picture book's artwork, both that on a cover and inside, creates a first and second impression on a potential reader and buyer and therefore is crucial for its sell ability. Tori Sloat (2013), however, adds that even though "illustrations may sell the book at the beginning … to last a lifetime, the book has to begin to rely on the story and how it reads." This bond between the book's visual and written parts is a true key to its lasting success. To harvest this connection, the illustrator must follow the written word of an author, but also add his/her own personality, view, humour, and insight to the story.
The imperative role of illustrations within a picture book is to take the written story to a new level of entertainment. The artwork should stand for as much of the story as the words, expanding the story without duplicating the text itself while acting as a mediator between the text and the reader, allowing the reader "to feel the words" (Murguia, 2013; Downing, 2013; Sloat, 2013) . Ann Marie Finn adds that she likes "to use illustrations to create more of an atmosphere … and add another dimension to the story" (Finn, 2013) . She also states that picture books' illustrations that are very often full of action and interesting additions to the story can lead to an extended attention span of children who are easily distracted otherwise. Another, perhaps more technical, purpose of illustrations is to set a seductive rhythm, hierarchy of elements on a page, and easy flow of the story while encouraging the reader through its layout and action depicted on its pages to keep enjoying the narrative until its end (Meidell, 2013) .
GETTING THE RIGHT BOOK INTO THE HANDS OF THE RIGHT ILLUSTRATOR
Amongst the first factors in need of consideration in the process of producing artwork for an approved manuscript is the suitability of an illustrator and the narrative in terms of style and technique appropriate for the publication. Both of these influence the overall mood of the story greatly and can therefore contribute to the success or failure of the publication. Martin Ursell (2013, p. 96) states that "the author illustrator is a rare thing and most children's illustrators illustrate other writer's stories not their own." For that reason, it is imperative to select a fitting illustrator and determine the art director's expectations for the book at the very start so no misunderstanding imperils the smooth progression of the publishing process.
Christine Tripp argues that from a certain point of view, a style and a technique of illustrations for the particular book are in fact chosen by an art director's preference of an illustrator, for the majority illustrators have a recognisable "signature style", or even a variety of styles, from cartoonish to very realistic, using traditional media or working digitally instead (Tripp, 2013) . Martin Ursell also mentions that many beginning illustrators ponder about "not having a style and how to get one", which he thinks to be a pointless worry (2013, p. 51) . He says that "one's 'style' is simply the way one draws. Just as we all write in a distinctive way, drawing is no different" (Ursell, 2013, p. 51) . In other words, there is no need to learn a distinguishing personal style of drawing, for everyone already has it. In case an illustrator uses a variety of styles, one is either selected by the art director when an offer is made to have a go on a manuscript, or, especially when the illustrator is also the author, the choice is left to the illustrator's judgement. The final decision is often linked to an overall mood and theme of the story. Tom Lichtenheld (2013, author's italics) gives an example of this practice, "if a story is soft and lyrical, I'll use watercolours or pastels, but if it's gritty, like Goodnight, Goodnight, Construction Site, I'll use crayon on textured paper."
In many cases, an art director preselects several illustrators whose personal styles are in tune with the manuscript and then asks them to produce sample illustrations. The sample can vary slightly according to different publisher houses, but usually it is a sample spread for a provided passage of the manuscript, which sometimes is extended with a more detailed study of the book's main character(s) (Ursell, 2013, p. 104) . Then one of the illustrators is approached with an offer of the job. The final decision is, however, made by the artist by accepting or declining the job. Teri Sloat states that a few times she recommended the art director to hand the job over to another illustrator "because I knew they were right for the job and I wasn 't" (2013) . Also, Helen Craig points out that it "is not a good idea to illustrate a book you don't like, because there will be no pleasure in it. And if there is no pleasure in your drawing … it transmits itself into the book" (Creative Choices, 2009). The illustrator spends a rather large amount of time working on a book, which can vary from a few months up to a year, and it would take much more discipline to finish the project, if the illustrator is not enthusiastic about the story itself (Teri Sloat, 2013; AlbanyKALB, 2013) .
The very first step the illustrator does after accepting the job is to familiarise oneself thoroughly with the whole manuscript. The story is a paramount source of illustrator's inspiration, and for that reason it is essential to pay due attention to its details that can trigger an interesting insight into the story, providing the illustrator with a good starting point. There are many ways how to bring the illustrations to life. Movement, both in body language, face, and settings together with the expressiveness of all the above, is as important as thorough consistency of the visual language of the whole book. Moreover, the emotional content of the story that is often communicated through the combination of composition, colour, line, or style can bring excitement, engagement, and something the reader can relate to, which makes the illustrations a very powerful part of the reader's experience. Originality of settings, choice of flat or dimensional images, and overall feeling of the narrative can also make a considerable impact on attracting and keeping the reader's attention in the story (Dewdney, 2013; Finn, 2013; Murguia, 2013; Lies, 2013; Tripp, 2013; Waites, 2013; Downing, 2013; Meidell, 2013; Sloat, 2013; Lichtenheld, 2013) . It can be argued that many times it is a careful combination of these components that makes the illustrations special and dear to the reader, and each illustrator has a different way how to engage these elements and which elements he/she puts more emphasis on.
To point out an example, Teri Sloat (2013) states that she firstly considers "the weight of the story", which includes analysing the narrative's mood, theme, significance of characters, placement of the story, and its natural pace. Ann Dewdney (2013), however, claims that her "design process is based entirely on both the flow of the book and the emotional content of the pages". It is reasonable to conclude that whichever process the illustrator chooses to follow a consideration of these elements can assist the illustrator greatly in making important decisions such as the establishment of a balance between text and images, development of characters, overall layout, usage of white space, text division, colour scheme, or visual style.
ILLUSTRATING PROCESS
A fine relationship between words and images is vital for picture books. Generally speaking, "what a picture adds to a story and what the words leave out, is key" (Revolution21, 2013) . Both the author and the illustrator should have this fact in mind when working on the book. Ideally, the author is considerate to the needs of the illustrator and writes the text in a way that leaves enough room for the illustrator's creativity to enhance the author's creation. In other words, the author should be leading the reader through the action and leave the illustrator enough space to portray the mood of the story and details of the narrative's scenes and characters. This ensures that words and images are not to duplicate the statement of the story, but rather complement each other (Salisbury, 2004, pp. 93-97; Paul, 2009, p. 158; Dils, 2009, pp. 26-27) . Therefore, one of the attributes of a successful picture book's illustration is often a complementary or parallel story line enhancing the original manuscript. A wonderful example of such practice is an addition of a cat character to the book Bears on the Stairs (Figure 1 ).
Even though it is not in the manuscript, the cat engages the reader in a whole new level by enhancing the story in a very clever way. It brings the opportunity of somewhat humorous interaction between the bears and the cat, reflecting the true feelings of the main character by proxy. It also enables the illustrator to subtly indicate places of higher interest on the page (Open College of the Arts, 2011).
However, the utmost responsibility of the illustrator is to maintain consistency of both verbal and visual communication levels of the book while enriching the story without contradicting the author's manuscript. To do so, many illustrators make a list of features and action that is encoded into the story already. Firstly, there is a certain level of action bond that should appear in the book. If the text portrays a busy character in a heap of action, the illustration should be complimentary in its mood. Nevertheless, there are some exceptions to this rule; for example, clever illustrations of Marla Frazee's picture book called A Couple of Boys Have the Best Week Ever, or Marta Altés's picture book No!. While Marta Frazee's illustrations use humour to contradict the text itself, which in the end adds a very special feeling to the book as a whole and make it rather enjoyable, Marta Altés's contradicting illustrations are based on presenting two different points of view to the reader, the human's and the dog's (Northurp, 2012, p. 2; Salisbury and Styles, 2012, pp. 108-110) . Figure 3 illustrate differences in both of these approaches and show rather well how the contradiction is applied to both stories. Marla Frazee challenges the reader's conception of the written truths by visual inversions. For example, when James (the boy in blue shorts) comes to visit Eamon's family, the text implies that he comes with just a couple of his belongings, while the image clearly shows an abundance of boxes and bags bursting with James' stuff. Later, the text indicates the boys' decision to stay home, while the illustration shows them running away so fast they each lost one of their shoes and little clouds of dust formed behind them. Marta Altés's approach is different. The textual and visual contradiction is based on the difference of a human's and a dog's conception of desirable and undesirable behaviour of a dog. While the dog assumes his family appreciates his frequent help with a variety of tasks and calls him No, the reader sees images of the same situations from a human point of view, seeing how the dog is being naughty while his family is trying to stop him by shouting 'no' at him. 
CHILDREN´S BOOK ILLUSTRATIONS: VISUAL LANGUAGE OF PICTURE BOOKS
Crafting a believable character is imperative for the success of any picture book, especially because the majority of contemporary picture books are character-driven. However, creating such a character is a rather personal process for each artist, and therefore it varies somewhat from one illustrator to another.
First of all, the character should be based on the text of the narrative and generically recognisable characteristics. Getting to know the character thoroughly is therefore the best place to start. While some specifications come usually from the narrative itself, the rest is based on research. The research can provide the illustrator with both general identifiable features and delicate details of any animal or human that the artist can then apply to his/her drawings, making the characters accurate and instantly recognisable for the reader as a specific animal species or human being. While Will Terry states that those features of a cat such as pointy ears, eyes, whiskers, triangular nose, and wiggly tail applied on any shape will be deciphered by a reader as a cat, Lynne Chapman adds that it is a fine simplification and exaggeration of those features that in fact shapes the character, so "it looks real, it looks like a cat, but actually no, it's not. It's got this other picture book quality to it" (Will Terry, 2011; Open College of the Arts, 2011). Moreover, by making and adhering to general lists of physical appearance, personalities, abilities, and habits of their characters, illustrators safeguard the continuity of visual appearance of characters through the whole book.
Illustrators also often work with stereotypes. Martin Ursell (2013, p. 49) claims that "stereotypes are useful, essential even, in communicating character" for they present the reader with something instantly known to him/her. The artist, however, should build on stereotypes rather than make universal illustrations, for those would lack any diverse personality; a feature essential to any picture book's character. Furthermore, stereotypes often present only a single viewpoint which leads to failure of the book in the sense of broadening the children's horizons and encouraging their ability to form a more complex understanding of a story, topic, or people (Adichie, 2009) . For that reason, stereotypes should be used wisely and only serve as a base to add the distinctive personality of the character that comes always from the particular story.
As for the character's gender preference, it has a tendency to cycle. While a study from 2011 revealed male characters outnumbering female in picture books, some illustrators that were interviewed stated that about 20 years ago, the situation was reversed and there was a significant push for including more male characters into picture books to encourage boys to read more (Flood, 2011; Sloat, 2013; Lies, 2013) . While the lion's share of picture books nowadays are written clearly with one or the other gender of the character in mind, there are some gender-neutral manuscripts that leave the decision up to the illustrator. The attitude of illustrators to this topic is threefold. Firstly, there appears to be a double standard, for girls will gladly read books with male characters, but boys do not as eagerly read 'girl' books (Open College of the Arts, 2011; Murguia, 2013; Dewdney, 2013) . For that reason, many illustrators would pick a boy to be their leading character, as Lynne Chapman did, for instance, in Julia Jarman's picture book Bears on the Stairs (Open College of the Arts, 2011). Tom Lichtenheld has a completely different approach to this matter. He tries to break the general assumptions and prejudice of a need to have a male in the role of the main character. "For instance, when I'm reading to kids and come across a character of unspecified gender, I'll make it a female. I can actually detect a little hiccup in the children's understanding of the character because they assume it will be a male. I've even had kids protest that it should be a boy. Go figure" (Lichtenheld, 2013) .
CHARACTER DEVELOPMENT
Secondly, the decision of the illustrator regarding the gender of a character can be influenced by personal reasons. There is an increased inclination to put one or the other gender as a main character based on the illustrator's own family background, especially the gender of the illustrator's own children. Other reasons can be purely artistic. Christine Tripp (2013) for instance, would probably draw a girl, because she loves "detail and quirkiness, and find both hairstyles and clothing can be manipulated by me, to a greater extent, with a girl than with a boy".
Many illustrators indicated that their decision would be based on the story itself, depending on the subject matter, action, setting, plot, and genders of the other characters in the narrative (Finn, 2013; Lies, 2013; Waites, 2013; Downing, 2013; Meidell, 2013) . While Brian Lies (2013) adds that he likes to "listen for clues in the text -did the author IMPLY a boy or a girl?", Ann Marie Finn (2013) contributes with a great example of this advice in use, "I used a girl as the main character as it was about someone who despaired of their hair, so it made sense to have a girl for that".
A bleed -an overlapping area that is cropped off in the process of binding 2 A gutter -line where two pages are bound together

LAYOUT
There are a few elements related to the layout that can enhance or diminish the reader's experience. Therefore, it is essential to keep them in mind and find a good solution for each publication to give it its best chance to succeed. To start with, many picture books work with full spread illustrations and therefore, a bleed 1 and a gutter 2 must be taken into account at all times. No important parts of the illustration should be placed near the gutter or too close to the bleed to prevent unwanted cropping or disruption in the image. According to Christine Tripp (2013), it is quite a common mistake even for the most experienced illustrators to do, because both pages of each full spread illustration are done as one continuing artwork and it is easy to get consumed by one's enthusiasm. If the illustrator happens to forget about the bleed and gutter, the illustration must be redone.
In that sense, the illustrator must respect the gutter and the bleed limitations as well as the responsible graphic designer. To make sure that the block of text "will not overlap an important element of the illustration … and the illustration will not interfere with the viewing and readability of the text", the illustrator needs to create an unoccupied zone within the artwork big enough to place the text into (Tripp, 2013) . The right size of such an area can be calculated by using a dummy spread with text in correct size and font provided by the publisher. Lynne Chapman, for instance, likes to get such dummy spreads for each book she is working on, for it allows her to judge the space easily, even though the text's placement is not yet accurate (ShooRaynerLife, 2011).
Secondly, a distance from the gutter and the bleed line must be always kept when dealing with the text to ensure the reader can go through the book without any disturbance, and while it is rarely the illustrator's duty to deal with the text itself, it is usually his/her responsibility to leave enough space for the text in the layout of the artwork.
Establishing a natural, engaging flow of the narrative's story is imperative for the success of a picture book and its ability to be beneficial to children. The flow can be affected by many factors, such as the verbal pace of the narrative, division of the text, layout, composition of each page, and interaction of text and images. While the verbal pace is established by the author, the text division is done either by the editor or illustrator and is connected closely to a choice of a particular section of the text that is to be interpreted visually by the artist.
While there is no instant recipe for the right text division, there are some issues both the editor and the illustrator should have in mind. As it was already mentioned, it is the author's responsibility to lead the reader through the action. Illustrations, on the other hand, should engage the reader's imagination and stimulate emotional responses while leaving enough space for the reader's own interpretation of the text. A shadowy figure, a set of eyes glowing in the darkness, empty rooms, or busy scenes can be much more powerful than a simple visual depiction of the action already communicated through the author's writing. For that reason, it is often beneficial to leave the illustrator free hand in picking the text to illustrate and it is also preferable by the majority of illustrators who welcome this challenge (Salisbury, 2004, pp. 96-97; Creative Choices, 2009 ).
The paramount purpose of the pacing is to engage the reader and encourage him/her to turn to the next page and the next page until the entire book has been read. "The urge to turn the page can be weakened if images or spreads feel repetitive in terms of shape, colour, or scale. Each spread must be designed with its relationship to the preceding and following pages in mind, and indeed its relationship to the flow of the book as a whole" (Salisbury, 2004, p. 83) . The layout of elements on the individual pages naturally adds greatly to this effort; nevertheless, it is the interaction of the text and the image in relation with each other or a composition of the parts of the illustration itself. Orientation of action or actions occurring in the illustration is also often taken into account. This can be related both to the movement of the leading character or other parts of the illustration. For instance, a character positioned in the lower left-hand corner of the spread running toward the edge would motivate the reader to find out what the character is running towards and subsequently initiate a page turn (Nikolajeva and Scott, 2006, p. 152) .
Likewise, a variety of angles, viewpoints, orientation of action, and composition can complement the pacing of the book and influence a feeling and drama that comes from the narrative. The pace is usually established on a storyboard that is made of small thumbnails of all 32 pages 3 of the picture book. However, only about 24 pages are usually dedicated to the story itself. The remaining pages are used for endpapers, a title page, a copyright page, a dedication, and in some cases, a right-hand first page and left-hand last page of the story. An example of a storyboard (Figure 4) for A Tale of Two Penguins picture book shows both the story division on spreads and pacing that is, as usual, developed through thumbnail sketches, for it is friendly to making any changes in a small amount of time. A variety of cropping, viewpoints, and layouts were used to communicate emotions, add drama, and bring a change of pace. A graphic element of borders around smaller images was used to add a partition firstly and eventually interaction between pages and the image itself later on. A lonely figure of a penguin framed inside the border of left page of the second spread is in strong contrast with the opposite page full of penguins having fun and communicates a different approach of the two main characters to the life and celebrations. The movement is mostly oriented from left to right, encouraging the reader to move forward, and is only reversed on two spreads where such a break of the established pattern was in tune with the action within the story. Endpapers were used to add to the narrative; for example, the back endpaper picturing the arrival of a package with a gift to a human home, while the story ends by the penguins sending the packages out on the last spread of the book.
Although the colour palette greatly affects the overall feeling of a picture book conveyed to the reader, its selection, even though based on what the story needs, seems to be an intuitive process for a majority of illustrators. Many times, there are a limited number of colours repeatedly occurring through the whole book, with the rest complementing them (Finn, 2013) . This approach provides a continuity and feeling of wholeness within the book. Nevertheless, the utmost purpose of the colour is the creation of a mood. The mood can be triggered by many sources. Colours often convey the emotional load of the picture, "such as paintings done in tones of grey to express dreariness/unhappiness" (Lies, 2013).
A set of colours can be also picked to complement the setting of the story, or its theme, as Teri Sloat (2013) has done in her picture book, I'm a Duck, where she worked with "springtime colours" of pastels, or the use of yellows and browns in Jerry Pickney's book, The Lion and the Mouse ( Figure 5 ) (Meidell, 2013) . In some cases, colours are used to communicate the time of day, different seasons, or for establishing an area of focus within the illustration. Other times, colours are picked to create enough contrast within the picture. For instance, if the character is dressed in blue jeans and the story calls for a sofa the character is to sit on, the colour of the sofa should not be blue also.
Producing quality literature for young children is an enormous responsibility. Illustrators have a great impact on the ability of picture books to function correctly and succeed on the competitive market. An ultimate intention of this thesis was to determine the complexity of a picture book illustrator's job, point out elements that help the illustrator to produce an engaging, successful art and illustrate the importance of picture books for children on their journey to grow up as complex human beings. Thanks to excellent guidance and comments of illustrators interviewed there is a lot to learn and take inspiration from.
CONCLUSION COLOUR CHOICES AND STYLE
IMPORTANCE OF COOPERATION WITH AN ART DIRECTOR, EDITOR…
Producing a picture book is a long process involving many people on different positions working as a team. Because of its very competitive market, only the best work can be accepted and "a skillful art director can bring out the best in an illustrator" (Tripp, 2013) by providing another educated opinion on the artwork. Art directors are also equipped with "different set of experience when it comes to viewing art so they can add from there great depth of expertise" (Meidell, 2013).
All illustrators stated that their cooperation with the art director is a critical part of their process. As it was already mentioned, the job of the art director starts even before the illustrator is chosen, and continues through the whole time of the book creation after the cooperation with the selected illustrator is confirmed. Art directors approve the route the illustrator is taking in different stages of the illustrating process, from sketches of characters, through storyboards, and rough sketches, to the final artwork, which gives the illustrator a sense of security that his/her final artwork will be accepted. In addition, the art director encourages the illustrator to produce the best artwork possible by providing helpful suggestions for changes, corrections and additions in the artwork, honest comments throughout the whole process, and any other support the illustrator needs.
